


































aren’t	 only	made	 aware	 that	 the	 sounds	we	 are	 hearing	 are	 recorded,	we	 are	 also	made	
conscious	 of	 the	 playback	 systems	 we	 use	 to	 access	 the	 recordings”	 (Fisher	 2014,	 21).		
Because	there	can	be	no	illusion	of	‘presence’	of	the	musicians	through	the	medium	of	vinyl	















absence	of	 it)	 in	music	of	the	Avant-garde.	 	Whilst	this	fantastically	experimental	phase	of	
music	history	brought	into	being	many	undreamt	of	sonic	textures	for	hitherto	‘unheard	of’			
expression,	 it	 somehow	 ruptured	 the	 presence	 of	 time	 and	memory	 in	musical	 discourse	
which	had	historically	been	of	vital	 importance	 for	 its	narrative	structuring.	 	As	 the	1960s	
wore	 on	 traces	 of	 musical	 pasts	 began	 to	 appear	 in	 music	 that	 was	 regarded	 as	 ‘new.’		
Arguably,	this	musical	Postmodernism	was	spearheaded	by	Bruno	Maderna,	Luigi	Nono	and	
Luciano	Berio	all	of	whom	grew	 in	 strength	 -	 in	 their	very	different	ways	–	 to	oppose	 the	
pervasive	‘Year	Zero’	view	of	music.		We	might	typify	their	stance	by	suggesting	how	might	


















stereo	 originals	 and	 subsequent	 audiophile	 pressings	 of	Ghost	Music	 by	 Vinylselection,	 I	 was	 stunned,	 and	










“Virtually	 all	 of	 the	music	 recorded	on	Ghost	Music	was	written	 for,	 or	directly	 inspired	by,	 visual	 imagery;	
memory	 of	 places	 visited	 in	 Poland;	 the	 feeling	 of	 suspended	 time	 in	 films	 by	 Tarkovsky;	 half-remembered	
dreams	 and	 from	music	 previously	 commissioned	 to	 film,	 video	 or	multi-media.	 I	 am	 not	 thinking	 here	 of	
synaesthesia	or	a	direct	musical	codification	of	the	visual	experience.	It	is	difficult	to	describe	in	words	-	and	





In	the	case	of	moving	image	the	duration	and	transformation	was	for	me	not	so	 important.	 	 It	 is	the	almost	




















































genre	 jazz.	After	several	extensive	tours	 in	Poland	in	the	early	80’s	-	shortly	after	martial	 law	-	 I	visited,	and	
continued	to	return	to,	various	places	throughout	that	country	which	crystallized	some	of	the	feelings	I	already	











evening	 freezing	 light	 led	 me	 to	 the	 short	 opening	 of	 Roundfield	 where	 I	 mixed	 overtones	 and	 polytonal	







is	 referred	 to	 as	 an	 almost	 national	 trait,	 in	 the	 expression	 ‘żal’.	 A	 Polish	 word	 which	 has	 many	 nuanced	










Station	 East	 and	 the	 second	part	 of	Roundfield	 are	 closer	 to	 a	 recognizable	 improvising	 ‘jazz’	 performance.	




















structures.	 Pinski	 Zoo’s	 Live	 in	Warsaw,	De-Icer,	After-Image	 and	 Kopinski	 &	 Konikiewicz’s	 Zone	 K	 were	 all	
recorded	on	tours	in	Poland,	Europe,	New	York	and	the	UK.	
	



























and	 arpeggios,	 standard	 figures	 of	 everyday	music	 creation	with	 dynamic	 and	 tonal	 varieties.	 This	 is	 not	 a	






















stones	 tumbling,	 those	 heard	 during	walks	 in	 the	 forest	 between	 the	 chestnut	 and	 oak	 trees,	 in	 short,	 the	










large-scale	 ‘fixed-media’	 electroacoustic,	 soundscape	 composition	 that	 I	 had	 realised	 for	
some	20	years	–	most	of	my	works	that	I	had	composed	from	the	early	1990s	that	had	used	
digital	technologies	had	been	for	live	instruments	or	voices	with	live	electronics.		It	also	marks	
















I	 then	 descended	 underground	 to	 the	 echoing	 footsteps,	 voices	 echoing,	 water	 dripping,	






















that	day.	 	 I	 composed	 the	work	within	an	 ‘Ableton	Live/Max	 for	 Live’	environment.	 	 Each	
movement	consists	of	only	a	very	few,	carefully	edited	samples,	most	of	which	are	very	short	
indeed	–	very	often	less	than	300ms	in	duration.		At	the	head	of	the	DSP	chain	was	a	gate,	





through	 a	 further	 granulator	 and	 a	 spatialisation	 process,	 often	 set	 to	 cause	 yet	 further	
microsound	 levels	 of	 turbulence	 related	 to	 detail	 and	 location.	 	 All	 of	 these	 editing	 and	
processing	techniques	came	together	in	the	piece	in	order	to	create	a	‘collapsing	of	the	space’	
between	the	listening	subject	and	the	sound	object,	in	order	to	create	moments	of	greater	or	
lesser	 structural	 consonance	 and	 cognition,	 to	 assist	 the	work’s	 aural	 dramaturgy	 and	 to	
develop	 a	 phenomenological	 listening	 space.	 	 Given	 that	 the	 sonic	 fluctuations	 on	many	
simultaneous	levels	are	so	small,	the	hope	is	that	the	work	will	‘live’	for	the	listener	even	on	










the	 formant	 frequencies	 that	make	 up	 the	 vowels	 found	 in	 the	 now	 largely	 disappeared	
location	Glasgow	Green	Station.	
	
Stations	of	the	Clyde	is	dedicated	to	Patricia	Donald,	a	true	daughter	of	the	Clyde.	
	
	
	
	
